that a carved stone frieze is merely the " petrified" version of an originally functional terracotta revetment for wooden beams-ultimately derives from the more general attempt to explain Greek architectural forms as a consistent and logical translation from wooden prototypes. This approach has been refuted elsewhere ' and can here be examined only with specific reference to the frieze.
Crucial to the question is the relative chronology of stone and terracotta friezes. Some of the " revetments " from Asia Minor, especially from non-Greek areas such as Sardis, Gordion, Pazarli, etc., had initially been dated far too early,5 thus suggesting a definite line of development from terracotta to stone. Finds from recent excavations have prompted some scholars to assert that the non-Greek versions of such terracotta friezes are appreciably later than the first Greek examples and should thus be considered imitations rather than forerunners.' At the same time the chronology of some Greek terracottas has been revised, with the result that the question of priority has been opened once again.7 This difficult problem need not concern us here, since it seems at least established that some stone friezes are contemporary with, if not earlier than, the available terracotta examples, even with reference to the " high " chronology.8- It could be argued that the extant terracottas do not represent the earliest attempts in that medium. Indeed, many of their compositions appear already " tired" and illogical, as if previously significant scenes had been abbreviated to the point of incongruity.9 It seems hardly plausible, for example, that hares or deer should be chased on horseback or in chariots, by warriors in full panoply (P1. 59,c) " nor can a soldier mount on a racing chariot with dignified poise and sedate pace."1 But is it justifiable to assume that the " archetypal " compositions were rendered in terracotta? Some evidence may point to other media.
Many architectural plaques are not true revetments in the sense of being nailed onto wooden beams, but formed parapet simas.12 Several of these are ornamented on their upper edge by a series of triangular projections resembling the teeth of a saw. This treatment, hardly consonant with the nature of clay, definitely seems to reflect derivation from bronze prototypes and postulates the existence of a body of evidence which may now be totally and understandably lost.1" Fortunately the tradition of using metal decorations in architecture is well attested not only by Oriental practices,14 but even by such Greek survivals as the fourth century B.C. frieze of the Propylon in Samothrace or the cast egg and dart moulding from the Hieron in the sarne sanictuary.'5 It has also been suggested recently that the figures decorating the epistyles of both the Didymaion and the Doric temple at Assos might be understood as imitations of metal applique work,'6 and a similar origin might account for the decoration of the early Sidonian sarcophagi.'7 A frieze of bronze figures against a neutral architectural background may be visualized in the cast-bronze warriors and chariots processing around the neck of the Vix krater,'8 a suggestion corroborated not only by their technical peculiarity of having been made separately from the rest of the vase, but also by the choice of subject-matter which seems to be a favorite of early friezes.
On the strength of present knowledge, therefore, it seems justifiable to surmise that the earliest friezes might have been executed in stone as well as terracotta and even metal (applique or repousse work), without strict dependence or derivation of one type from another. Considered in this variety of forms and media, friezes definitely suggest that their nature was not exclusively, perhaps not even primarily, functional but mostly, if not entirely, decorative. As is often the case, truth lies in the middle, and therefore neither the " utilitarian ' nor the " decorative " theory is entirely wrong. It is important, however, to determine the proportion in which the two elements combined to form the continuous figured band. It is my contention that the ornamental element was indeed predominant, to such an extent that even subject matter and narrative became subordinate, and that the figured frieze originated as a Propylon: K. Lehmann, Hesperia, XXI, 1952, p. 28; none of the bronze ornaments is actually preserved, but their nature can be inferred from the technique employed to attach the decoration to the stone. The cast egg and dart moulding was mentioned by Mrs. P. W. Lehmann in a paper presented to the 56th General Meeting of the AIA (summarized in A.J.A., LXVIII, 1964, pp. 196-197) . 16 See Kahler, op. cit. Perhaps a similar suggestion could also be made for the maidens standing around the columns of the Didymaion. Their applique quality derives not only from the presence of the flutes between the figures, which suggests the integrity of the column shaft, but also from the frontal pose of the maidens as contrasted with the processional quality of the reliefs on the Ephesos column drum. On the other hand one cannot deny the similarity between the maidens of the Didyma columns and the caryatids employed in Ionic structures of smaller scale. For a reconstruction of the Didyma columns see G. Gruben, Jahrb., LXXVIII, 1963, pp. 78-177, fig. 39 narrow area without an obviou; beginning, center, and end; clarity and intelligibility, even from a distance; repetition and uniformity, mixed with enough variation to arouse interest and dispel monotony, but not enough to break the rhythm or distract attention from the overall effect.22 These qualities are achieved through the choice of subject matter.
I have already suggested that if emphasis were placed on the decorative aspect of the frieze, its subject matter by necessity would become subordinate. There are few mythological episodes represented on archaic Ionic friezes, and even those are not primarily treated as story-telling but depicted with an over-abundance of repetitive side-figures.23 Aside from these sporadic instances, whatever narrative exists in an early frieze seems largely limited to the typical features in the life of a ruler. Banquets, reception of tribute and offerings, even hunting scenes,24 as impersonal representa.-tions of a certain standard of life, can be considered neither historical nor mythological. It is even doubtful whether a generic allusion to human activities should be read in the two subjects by far the most popular on ancient friezes, the chariot race and the galloping rider.
It has been suggested that a procession of chariots may depict burial rites, if found on a funerary monument, races or war games if on a palace or temple.25 Such meaning, though not to be entirely excluded, is nonetheless insignificant when com-- Many examples of such chariot friezes exist in terracotta, especially from Larisa (P1. 59, a). The popularity of the motif is further attested by a recent discovery at Phokaia: fragments of a frieze which, though from a different geographical area, derive from the same moulds employed for the decoration of Larisan buildings."8 In stone, the same subject matter finds widely different expression in two slabs from Kyzikos, almost lace-like in their treatment of decorative details, and a series of fragments from Myus, emphatic in their preference for smooth surfaces and plastic volumes (P1. 59, b).2 It is significant that the same motif was adopted in antiquity for the decoration of areas other than architectural, such as the surface of many vases 28 or even the embroidered border of a chiton.'9
Only second in popularity is the frieze of riders, also used for a variety of decorative purposes and in a number of positions. In the numerous terracotta examples, the knights are usually accompanied by flying birds and coursing dogs, often also by game, moving at top speed in the same direction as the rider and therefore emphasizing the impression of continuous parallel movement. More unusual is the variant provided by a non-Greek frieze,'0 where a galloping rider follows an almost static griffin, in a curious alternation of lively and lifeless patterns. In stone specimens, the riders tend to appear unaccompanied, almost as if the various animals of the terracotta revetments were considered as filling ornaments typical of minor arts and therefore inappropriate to the more monumental medium. Within this group falls the earliest preserved relief frieze in stone, the horsemen from Prinias (P1. But besides fixed location and organization, I believe that the continuous frieze acquired another feature in Delphi, which was henceforth to characterize all mainland friezes: its epic, narrative content.
I have already mentioned that early Asia M'inor friezes seem to draw from a peculiarly limited repertoire of narrative themes. But a whole tradition of mythological representations existed in the architectural sculpture of Greece, even more specifically of Magna Graecia. The telling of a story was at times hampered by the definite restrictions imposed by the articulation of the Doric order; so when a myth or an epic episode could not be narrated within the limits of a metopal field, the sculptor took the liberty of extending his story over two metopes, or perhaps even more, disregarding the intervening triglyphs. The typical instance of such procedure is the representation of the Argonauts' ship in the so-called Sikypnian metope (Fig. 1) It might therefore be said that the archaic Doric metopes were already exploited as a potential continuous frieze. The Ionians, on the contrary, possessed the ideal surfaces for sculptural narration but preferred to use them exclusively for ornamentation. It is logical to assume that when these two different traditions came in contact, the Doric 4 masters were quick to seize the opportunity of incorporating a continuous frieze into their buildings or even to turn the Ionic " figured fascia " into a narrative vehicle.
Perhaps the most revealing example in support of this theory is the ambivalent treatment of the Siphnian Treasury frieze. It is generally believed that the north and east sides were decorated by a master differing in style and technique from the artist who carved the south and west friezes.4' The former sculptor, master B for easy reference, brought a sculptural approach to his work and conceived his scenes almost as compositions in the round, with definite margins and focal points. This is especially evident on the east side, where the frieze is treated as two separate halves to be understood also as on different levels, since the assembly of the gods is presumably taking place in Olympos, while the battle rages in a more earthly sphere. Each of these two sections centers around an axial point clearly emphasized by the change in direction within the groups of figures. In the battle scene Nestor-unheeded at the extreme right-seems at first to have been left out of the composition, despite his efforts to bridge his isolation by means of his raised arm and his shouted advice. But looking at the entire east side, one perceives that the warrior is perfectly balanced at the other end of the frieze by a figure similarly detached from his companions, Ares, whose heavy shield demands greater " elbow room " and therefore achieves that isolation that marks the god psychologically as an unpopular member of the assembly and materially as a definite frame to the composition.42 This organization within the frieze combines amidst festive worshippers represented in sculptural if not geographical proximity; 52 a unified subject, in spite of the enormous length of the building, encircles the remaining three sides of the cella. It is significant that in order to achieve this unity, Pheidias had to revert to a processional theme reminiscent of archaic Asiatic prototypes and 'including a considerable number of " decorative " horses and chariots. In our tendency to stress the originality of the Panathenaic frieze we tend to overlook the strongly traditional elements in its composition; yet Pheidias' genius lies primarily in the fact that he could disguise an old-fashioned scheme under the appearance of a real event which periodically took place in contemporary Athens: a procession in honor of Athena similar in spirit to a Roman triumph, requiring the participation of colonies and allies and thus resulting in an open display of imperial power highly suited for the decoration of the Parthenon, the most monumental of all victory trophies.
" Archaic " is not only the scheme, but also the juxtaposition of apparently disconnected elements, in this case riders, chariots, sacrificial animals, musicians, men and women carrying different objects. Yet this variety is required by the very nature of the procession and is thus turned into inherent unity by the underlying theme. Finally, individual features of the Parthenon frieze are at times as incongruous as some of the early terracotta revetments from Asia Minor: galloping horses are fronted by calmly standing pedestrians, chariots race headlong toward 'impassive marshals. Yet the lively positions of the animals are justified by aesthetic and decorative reasons,53 while the static poses of the men are itmposed by the need to slow the action down and make evident that a solemn procession, and not a rowdy cavalcade, is involved. Pheidias is still strongly bound by the tectonic conventions of the Periklean age. He therefore adopts the processional pattern, but tries to alter it by introducing figures facing in the opposite direction and beckoning to distant companions. In order to retain the " Doric " framing of a frieze, he breaks the motion at the beginning and the end of each side, so that each of the four friezes can be seen as a unit complete in itself as well as a part of a more encompassing whole. He even takes the liberty of inverting the actual order of the Panathenaic procession, making the riders and cavalry leave last, rather than first, so that the conclusion of the frieze, over the 52 It has been suggested that the gods should be understood as being on Olympos, while the human beings are thought of as on the Akropolis; P. 
